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This thesis may well appear chaotic to an
orderly mind. I am not a theorist hut a visual
person. My role is not to create philosophical
treatise hut art. The apparently chaotic and
scattered structure of my writing fits the





not in a single line
of thought, but in se
veral superimposed
strands at once. Hence
creativity requires a
diffuse, scattered kind
of attention that contra





Our ways of living have
grown to such complexi
ty and subtlety that we





many situations or events
that surround us.
Psychologists attribute the inability to
achieve a truer grasp of reality to our pro
clivity for limited attention.
"The methods of the brain do not seem
best adapted to comprehending the
ultimate nature of the life process .
The methods are more specifically good




We are not trained to use our capacities to their
fullest potential but passively accept the existing
situation. Rollo May. depicts the present condition
very vividly:
"...We are promised every hour, on the
hour (in the commercial spot) our daily
blessing: told of the tremendous power
in our computers, in the techniques of
mass communication, in the new electronic
age that will re-form our brain waves and
make us see and hear in new ways, in the
guaranteed income, in art for everyone,
in automatic education, in drugs, in che
mical techniques to remake personality, in
plastic organs to replace worn-out hearts
and kidneys, and so on ad infinitum. It is
not surprising that the listener is confu
sed as to whether he is the anoited one or
just the fall guy. And of course he is both.
In almost all these promises of power
and freedom a passive role is expected of
the citizen. Things are done to and for him.
His role, however subtly put, is to submit,
accept the blessings and be thankful. In the
vast space explorations that may unite Earth
with new planets, he has nothing to do with
the achievements except pay his taxes through




From early childhood we are
trained to preserve our poise
and security from moment to
moment .
Our twentieth century culture, with its obsession
for expediency and effectiveness, does not encou
rage serene contemplation. We are afraid that by
contemplating we are engaging in futile activities,
even though later in life we unwillingly realize the
importance of contemplation; to the understanding
of the world and to aesthetic, intellectual and
emotional maturity. Being unable to practice it, at
that point, we become cynical and grow dissatisfied.
We are so preoccupied with shaping our future that we
do not realize how much our behavior and thinking re
volve around that preoccupation. The basis of our pro
ductiveness (one of the ultimate virtues) is competi
tion, and we have been so conditioned to this social
pattern that we are confused and unable to function
when competition, as a driving force, is removed.
Social scientists are regarding our culture as being
caught in the transitional period:
"The individuals in our society suffer spi
ritual and emotional upheaval, the establi
shed ways of thought are no longer secure.
In such situation we must strive for a
heightened self -consc iousness and become

















Since the Book of Genesis, the Story of Creation of
the world has been told as a creation out of chaos.
Modern art, which is pre-eminently the mirror o-tf.
life, is such creation. The artist being a part of
this culture cannot detach himself from the events
and occurrences that pass before his eyes; impressing
themselves upon his emotional and intellectual vi
sion. The tension and inner disharmony experienced
by the artist stem from the isolation and deperso
nalization of the individual in this mechanized society
"Man is a contradictory being, a mixture of
strength and weakness, greatness and poverty,
living in aworld which, like himself, is
made up. of opposites, of antagonistic forces
that fight against one another without hope
of truce or victory, of ele-me-nts that are
complementary but permanently unable to form
a whole. The greatness of tragic man lies in
the fact that he sees and recognizes these
opposites and inimical elements in the clear
light of absolute truth, and yet never accepts
that this shall be so. For if he were to accept
them, he would destroy the paradox, he would
give up his greatness and make do with his po
verty and wretchedness. Fortunately, however,
man remains to the very end both paradoxical
and contradictory, "man goes infinitely beyond
man", and he confronts the radical and irre
deemable ambiguity of the world with his own
equal and opposite demand for clarity." 5
10
One of the strongest desires of every person is the
unconscious desire for novelty. Very often we fail
to realize that:
"
Originality is not the urge to
be different from others, to produce the brand-new;
it is to grasp the origin, the roots of both our
selves and
things." 6
This failure is a result of societal conditioning and
expectations. We have grown accustomed to a notion
that once something has been done it is not worth re
peating. Newness per se combined with contemporariness
seem to be the only virtues to the success in the
contemporary art world.
"We paint abstraction today because that is
the valid direction of art
,
and we are free
to follow it. Nor will we go back, in either











Having been brought up in this mate
rialistically oriented society, it soon
became clear to me that one must have a
practical purpose in lif.




"Art , in a sense ,





only aim is to
give another form
to a reality that
it is nevertheless
forceWto preserve
as the source of
its emotion . " 9
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Every artist deals with his sense of reality; this
reality is for him to determine. The equilibrium bet
ween reality and rejection of that reality is the cha
racteristic of life itself. For me, the reality lies
in dealing with the common everyday experience - its
anxieties, frustrations and joys.
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But I am the moment with
all of myself. And any





I carried the camera with me all the time. It became
an extension of myself, an essential tool for captu
ring the fleeting moment. Being an amateur photo
grapher, my pictures are snapshots and I treat them
as such. I see photography as a tool for comprehen
ding history, life and time in our place. It is the
essential visual means by which I confront the physi
cal world; it is an emotional response to stimulation,
Generally, photography is regarded as the least perso
nal of all forms of image making and is usually asso
ciated with the actual, with real events in time and
space .
Photography to me is also an intuitive process.
"The thing that's important is that you
never know. You're always sort of feeling
your way. One thing that struck me very
early is that you don't put into a photo
graph what's going to come out. Or vice




"Very often knowing yourself isn't really going to lead you
anywhere. Sometimes it's going to leave you kind of
fe|
r
blank. Like, here 1 am, there is a me, I've
got a history, I've got things that
bug me in the world, I've got
things that are mysterious
to me in the world. But
there are moments when
all that doesn't seem
19
My prints are inspired by a certain
intellectual and
spiritual atmosphere, by a certain order of
ideas. They
are emotional responses to a stimulation within the
con
text of a definite place and a particular mood. I begin
a print with experiencing something so moving
that I want
others to know about it. But emotional experiences are
fugitive things. The line between the experience itself
and the memory of it is very fragile and often
undefinable
"Emotions are important because it is the one
thing everybody has an abundance of, and in
this respect we most resemble the animal king
dom. But emotion itself is a reservoir of in
choate violence. The triumph is to use it, temper
it, transmute it. Isn't that triumph the differ




To realize these emotional experiences, I go through a
chain of partially subjective and partially intuitive
reactions, which become part of the actual situation. The
visual diary I keep, in the film format, captures the flow
of life. The importance of this record lies in the fact
that it is a portrait of joys and frustrations; of dispairs
and anxieties; of isolation and apathy. To view these
snapshots is like looking into a mirror and seeing ones own
afflictions, solitude, failure, humiliation, old age and
death. These- perceptions which present themselves in terms
so appropriate to our own time continue to obsess me.
I am interested objectively in the outer world; in
the things and concepts that really concern me and
not merely with their picturesque appearance and
pattern. By involving myself with objective re
ality, I am better able to express my real feel
ings. When I try to put together abstract form and
subject matter, new emotional sensations set in
and cause tension between the emotional meaning
of pure form and the new intellectual context of
subject matter.
21
" I would never
choose a subject
for what it means
to me or what I think
about it. You've just
got to choose a subject, and
what you feel about it what
it means, begins to unfold if you




"There are moments of exhilaration. . .
There are moments of depression...
And there's the drive to work, to feel,





By the selection and reassociation of the snapshots,
and their metamorphosis (collage), the subject trans
forms itself from the insignificant to one of importan
ce. Collage is comparable to psychoanalysis and is
therefore a very natural way of working. Our human mind
is a storehouse of information and memories. During
psychoanalysis repressed experiences are brought to the
surface demonstrating the interaction and interconnec
tion of elements derived from various stages of aware
ness. My visual diary is a similar storehouse of memories
and experiences. By interconnecting these numerous clues
the totality of image emerges.
In order for a print to be succesful, it is necessary
to strive toward a concept of a work of art which is not
completely thought out in advance. I am very much con
cerned with each particular state of my print. I cannot
foresee the end result, since it does not refer to an
already existing reality but to a reality which is evolving
under my hands. This is why I identify with intaglio pro
cess. The Kodalith collages are never worked out comple
tely, leaving room for further dialogue, through experi
mentation, chance and intuition. They are only a point of
departure. If it is lost along the way it might prove that
the initial selection was not strong enough. Any newly
emerged image can serve as new point of departure.
There are moments when I
secretly expect a print to de
velop a certain way, but
there is a gap between
what one intends ini
tially and what actually
evolves. This fact, that
what one intends never
comes out like one in











"When man creates forms
that stimulate his
aesthetic sense...
is making it possible
or himself to enjoy in
appearances outside of









Creating is disturbing because you are always con
fronting the unknown. What is brought back from that
confrontation is a new vision of life.
"I saw that life was a succession of days and
nights, of toil and rest, of meetings and
talks, of pleasures and nuisances, sometimes
called events ; that it was a confused accumu
lation of impressions, pictures and images, of
which only the most insignificant part (and
even that heaven knows why and how) remained
with us; that it was a ceaseless flow, never
stopping for one moment, of incoherent feelings
and thoughts of confused recollections of the
past and vague anticipations of the future;
and withal, something which seemed to contain
a certain kernel, a certain meaning and purpo
se ,... connected therewith, an everlasting
anticipation: anticipation not merely of hap
piness ,... ,but also of something else in which,
once it came that essence, that meaning, would
at last suddenly reyeal itself and be grasped. 16
I couldn't describe the periods of fascinations and
frustrations, the constant ups and downs one passes




. . .what all
of us, artists unsure
of being artists but
certain that we are
nothing else, wait for
day after day, so that
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